Google 



This is a digital copy of a book that was preserved for generations on library shelves before it was carefully scanned by Google as part of a project 

to make the world's books discoverable online. 

It has survived long enough for the copyright to expire and the book to enter the public domain. A public domain book is one that was never subject 

to copyright or whose legal copyright term has expired. Whether a book is in the public domain may vary country to country. Public domain books 

are our gateways to the past, representing a wealth of history, culture and knowledge that's often difficult to discover. 

Marks, notations and other maiginalia present in the original volume will appear in this file - a reminder of this book's long journey from the 

publisher to a library and finally to you. 

Usage guidelines 

Google is proud to partner with libraries to digitize public domain materials and make them widely accessible. Public domain books belong to the 
public and we are merely their custodians. Nevertheless, this work is expensive, so in order to keep providing tliis resource, we liave taken steps to 
prevent abuse by commercial parties, including placing technical restrictions on automated querying. 
We also ask that you: 

+ Make non-commercial use of the files We designed Google Book Search for use by individuals, and we request that you use these files for 
personal, non-commercial purposes. 

+ Refrain fivm automated querying Do not send automated queries of any sort to Google's system: If you are conducting research on machine 
translation, optical character recognition or other areas where access to a large amount of text is helpful, please contact us. We encourage the 
use of public domain materials for these purposes and may be able to help. 

+ Maintain attributionTht GoogXt "watermark" you see on each file is essential for in forming people about this project and helping them find 
additional materials through Google Book Search. Please do not remove it. 

+ Keep it legal Whatever your use, remember that you are responsible for ensuring that what you are doing is legal. Do not assume that just 
because we believe a book is in the public domain for users in the United States, that the work is also in the public domain for users in other 
countries. Whether a book is still in copyright varies from country to country, and we can't offer guidance on whether any specific use of 
any specific book is allowed. Please do not assume that a book's appearance in Google Book Search means it can be used in any manner 
anywhere in the world. Copyright infringement liabili^ can be quite severe. 

About Google Book Search 

Google's mission is to organize the world's information and to make it universally accessible and useful. Google Book Search helps readers 
discover the world's books while helping authors and publishers reach new audiences. You can search through the full text of this book on the web 

at |http: //books .google .com/I 



^ 



From the 



Fine Arts Library 

Fogg Art Museum 
Harvard University 




JAPANESE WOOD ENGRAVINGS 






». ' 






;. ; 



« 1 



> »• ( 



, . V V 



' • : ' Ji '\" 



!'.r. 






1 ' * 



( i 



r ; 



!■ , S 



r t 



JAPANESE 
WOOD ENGRAVINGS 

THEIR HISTORY, TECHNIQUE, AND 
CHARACTERISTICS 

BY 

WILLIAM ANDERSON 

SOMBTIMB PROFESSOR OP ANATOMY IN THB ROYAL 
ACADEMY OP ARTS 

AUTHOR OP "an historical AND DESCRIPTIVE CATALOGUE OF THB 

JAPANESE AND CHINESE PICTURES IN THB BRITISH MUSBUM," 

**THB PICTORIAL ARTS OP JAPAN," &*€. 



NEW EDITION 



LONDON 

SEELEY AND CO. LIMITED 

38 Great Russell Street 

1908 







VTBZ 



HARVARD 

UNIVERSITY 

LIBRARY 






LIST OF ILLUSTRATIONS* 



Fia. PAOB 

1. From a colonr print after Nishimura 

Shigenaga (circa 1725) - - FrantUpiece 

2. Rednced facsimile of a woodcnt in the 

Kwanyin Sntra (dated 1331) - - 21 

3. Redaced facsimile of a Korean woodcut in 

the Sam-Kang-heng-sU (1481) - - 26 

4. Reduced facsimile of a wood engraving, 

attributed to the Buddhist priest 
Nichiren (1222-1282) - - - 32 

5. Agni Deva, the Fire Divinity. Reduced 

facsimile of a woodcut, dated in the 
second year of Sochiu (1325). £ngraved 
by a priest named Riokin - - 17 

6. Reduced from a woodcut in the Ise 

Monogatari (1608) - - - 39 

7. From an engraving after Hishigawa 

Moronobu {circa 1680) - - - 45 

8. The Three Sake Tasters (a burlesque on 

* All the cnts, anless otherwise specified, are taken 
from examples in the author's collection in the British 
Mnsemn. 

• • 

vu 



List of Illustrations 

FIG. PAOK 

an old picture, called '^The Three 
Religions "). From an engraving after 
Okumura Masanobu {circa 1710) - 56 

9. Crows in the Moonlight. From an en- 
gra\dng after Korin in the Gwa-shi 
Kwai-yo (1707) - - - - 23 

10. The Mendicant Priest and the Wild 

Geese, after Hanabusa ItchO. From 
the Itcho gwa-fu (1770) - - 62 

11. From a colour print after Suzuki Haru- 

nobu {circa 1766) - - - 29 

12. Actor in Female role. From a colour 

print after Katsugawa Shunsho {circa 
1780) - - - - - 35 

18. From a colour print after Katsugawa 

ShunchO {drca 1780) - - - 41 

From a woodcut after Tachibana Mori- 
kuni. Engraved in the !^-hon Shaho 
bukuro (1720) ... 47, 53 

16. Girls Sketching. From a wood engraving 

after Nishigawa Sukeuobu. In the 
:^-hon Tama Kadzura (1736) - - 69 

17. From a woodcut after a picture by Muh 

Ki (a Chinese artist of the twelfth 
century). Engraved in the !&-hon te- 
kagami (1720) - - - - 59 

• • • 

vui 




List of Illustrations 

>'IO. PAGE 

18. A Chinese Sage. , Engraved from a 

sketch by Kano Tanyu in the 6wa-ko 
sen-ran (1740) - - - 65 

19. Falcon. From a picture by the Chinese * 

Emperor^ Hwei Tsung (twelfth cen- 
tury). Engraved in the Wa-Kan 
mei-gwa-yen (1749) - - - 93 

20. From a woodcut aft:er a drawing with the 

iinger-nail^ by Shih Ts'ao, a Chinese 
artist. Engraved in the Wa-Kan 
mei-gwa-yen (1749) - - - 71 

21. Chinese Landscape, by Kano Tanyu. 

From an engraving in the Wa-Kan 
mei-hitsn gwa-yei (1750) - - 104 

22. Swallow and Willow-Tree. From a wood- 

cut after Kano Tanyu, in the Wa-Kan 
mei-hitsu gwa-yei (1750) - - 77 

23. Pheasant and Bamboo. From a wood- 

cut aft;er Kano Tsunenobu, engraved in 

the Wa-Kan mei-hitsu gwa-yei (1750) 110 

24. Tengu on Boar. From a drawing by 

Kokan, engraved in the Wa-Kan mei- 
hitsu kingioku gwa-fu (1771) - - 83 

25. Landscape from a drawing by Roren, 

engraved in the Gwa-to sui fuyo. 
Yedo, 1809 - - - - 117 

ix 



List of Illustrations 

no. PAQI 

26. J Facsimile of two pages of a Knsa-zoshi 
27.\ Novelette (circa 1840) - 89, 96 

r'' Murder will out/* Illustration to a 
•J Novel by Utagawa Toyohiro (1810) 
^^' [ 101, 107 

30. From a colour print after Utamaro {drca 

1800) - - - - - 113 

31. From a colour print after Utagawa Toyo- 

kuni (ctrca 1820) - - -119 

32. The Mad Woman. From a woodcut after 

Hokusai in the Hokusai gwa-fn (1820) 

125 

33. Reduced from a woodcut after Hokusai, 

in the !^-hon Tsuzoku Sankoku Shi 
(1826) 131 

34. Reduced from a drawing made for the 

engraver by Hokusai (circa 1820). 

(Ernest Hart Collection.) - - 137 

36. Gradation print from the Keisai so-gwa, 

by Keisai Yeisen (1832) - - 143 

36. Views in Yedo. Specimen of gradation 

print in the Keisai so-gwa, by Keisai 

Yeisen (1832) - - - - 147 

^ I Scene near Y^o. From an engraving 
'< after Hiroshige. In the il-hon Y^o 
**•[ Meisho - - - 149,155 



List of Illustrations 

no. PAOK 

39. Reduced from a woodcut after Kikuchi 

Yosai^ in the Zenken Kojitsu (circa 
1840) - - - - - 168 

40. BishazDon and the Demon. From an 

engraving after Katsnshika Isai in the 
Kwa-cho-san-8ui dzu-shiki (1866) - 164 

41. Napoleon at St. Helena. From the 

Jimhntsu Kaigai shoden {circa 
1870) 161 

42. From an engraving after Sensai Yeitaku 167 

43. From an engraving after Kiosai. From 

the Pictorial Arts of Japan - - 173 

44. From an engraving hy Sensai Yeitaku^ 

in the ^'fiamhutsu hinagata gwa-fu^^ 179 

45. The Tools of the Engraver. From 

Japanese Woodcutting, hy T. Tokuno 185 

46. The Engraver at Work. From Japanese 

Woodcutting, hy T. Tokuno - - 191 

47. Reduced from a woodcut in the European 

style^ puhlished in the ^'Myako no 
hana'^ (1888) - - - 197 

48. Reproduction of Signatures - 194 



XI 



Japanese 
Wood Engravings 

IT would be hard to overestimate the 
debt which the world owes to the wood 
engraver. For upwards of a thousand years 
he has done for the great Turanian races 
what the type-founder and compositor have 
done for Europe during the last five cen- 
turies ; and throughout the civilized world 
he has brought art as a means of pleasure 
and instruction before the eyes and under- 
standing of millions of all sorts and condi- 
tions of men. It is sad to think that his 
labours at last axe nearly ended, superseded 
by processes that modem science has placed 
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within our reach, and in which his trained 
eye and clever hands can take no part ; but 
his share in our past progress will always be 
remembered with gratitude, and his works 
will be guarded amongst the choicest 
treasures of the museums and libraries of 
the future. 

The art of the wood engraver had its 
birth m China, spreading thence to the 
nations which owe their €uicient civilization 
to the great Middle Kingdom, and it was 
not until centuries after the Chinese, the 
Koreans, and the Japanese had mastered 
the technique of xylography that we in 
Europe adapted the art to our own needs. 

Any history of wood engraving that 
excludes the development of the processes 
in the Far East is more incomplete than a 
history of glyptic art that ignores Egyptian 
and Assyrian sculpture, because the sculp- 
ture of Egypt and Assyria is a thing of the 
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remote past, while Chinese and Japanese 
wood engraving still remains to us, for a 
little while at least, as a living art. And 
yet, although few branches of art have been 
the object of more painstaking and appre* 
dative research in Europe than xylography, 
its Oriental manifestations, past or present, 
even for the professed student of the subject, 
have but the most nebulous kind of exist- 
ence ; and the reason is not far to seek. It 
is only within recent years that the antiquity 
and characteristics of the woodcuts of China 
and Japfiin have received any attention from 
Sinologists and Japanologists, and even at 
the present time the material available for 
the historian is far from complete. There 
is, however, enough to supply indisputable 
proof of two facts : that these two coun- 
tries, with Korea as a third, were our 
xylographic precursors, and that Japanese 
engraving has certain qualities which may 
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convey useful lessons to ourselves. It is 
indeed probable that in a professional sense 
the wood engravers of China or Japan may 
claim a direct ancestral relation to those 
of the Western world. Be this as it may, 
the story of the progress and practice of 
Turanian xylography is a missing chapter 
in the history of the art. 

The outline now offered deals mainly with 
Japan, but a study of the early history of 
almost every Japanese art or art industry 
leads us back inevitably to China, either 
directly or through the intermediation of 
Korea, and the art of the wood engraver 
forms no exception to the rule. It is un- 
fortunate, however, that the historical data 
as to its origin in the older nations are still 
very scanty, but it is desirable to give them 
the first place. 
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PICTORIAL ENGRAVING IN CHINA 

The history of block-printing and that of 
pictorial engraving are necessarily linked 
together, for, given a pictorial art as well 
as a literature in a natioi^ that has just 
brought into use the art of printing from 
engraved blocks, a picture would be executed 
as readily as a letter or ideographic char- 
acter, and would be cut on the wood when- 
ever the need of such an illustration of the 
text might chance to suggest itself. Now, 
it has long been known that printing from 
engraved blocks was employed in China at 
least as early as the sixth century of our 
era,* and the processes then invented were 
identical with those practised by the 

* See the Guide to the Chinese aiid Japanese 
t)rpographical and illustrated hooks exhihited in 
the King's lihrary of the British Museum in 1887> 
hy Professor Robert K. Douglas. 
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now in existence date only from a.d. 1331. 
These appear as illustrations to a Buddhist 
Sutra treating of the saving grace of the 
Groddess Kwanyin, exhibited at the Bur- 
lington Fine Arts Club in 1888, and the 
carefully cut pictures, one of which is re- 
produced in Fig. 2, prove their engraver 
to have been no ^prentice hand. Curiously 
enough, the Chinese, although great makers 
of illustrated books in later centuries, do 
not s^em to have ever gone beyond this 
early work in skill of execution. The 
majority of their cuts, indeed, are much 
inferior to it, £Uid even the two famous 
volumes published in 1796, which represent 
their dernier mot in pictorial engraving, are 
scarcely superior to it in technique. The 
works in question, descriptive of the cultiva- 
tion of rice and the manufacture of silk, 
are extremely rare, but a photographic 
reproduction of both, as well as a careful 
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copy by a Japanese engraver, are to be seen 
in the British Museum. 

As a rule, Chinese woodcuts are charac- 
terized by an €uigularity that contrasts 
strongly with the flowing, graceful lines of 
the Japanese engraving, and there is never 
any of the effective use of masses of black 
that appears in the engravings of the 
eighteenth centiury in Japan. This inferi- 
ority on the part of the Chinese is perhaps 
attributable rather to the draughtsman 
than to the engraver, and indicates that the 
cause of book illustration has offered less 
attraction to the artists of the older country 
than to those of the later. 

The art of polychromatic engraving by 
the use of a series of wood blocks was 
known to the Chinese in the seventeenth 
century, and probably much earlier. An 
excellent example, dated 1701, an album of 
birds and flowers {Ling mao hwa hxvui) in 
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the collection of Mr. W. C. Alexander, was 
shown at the Burlington Fine Arts Club in 
1889. This work was imitated a few de- 
cades later by the Japanese engraver Yama- 
moto Kihei (1748), and the copy appears to 
be the first book with colour-printed illus- 
trations published in Japan. 

PICTORIAL ENGRAVING IN KOREA 

The Koreans, who appear to have drawn 
their civilization direct from China, were 
able to second the Middle Kingdom in 
conveying instruction to Japan ; for num- 
bers of Korean priests, artists, and men of 
learning are referred to in the early 
Japanese records as having settled in the 
country, and the traditions with respect to 
a painter named Kawanari, who lived in the 
ninth century, are of much interest. That 
they practised the art of printing from an 
early date, not only from engraved wood 
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blocks, but also from movable metal types, 
has been shown by the researches of Mr. 
W. G. Aston, whose paper on the subject has 
appeared in the Transactions of the Asiatic 
Society/ ; and an illustrated volume entitled 
Sam-Kang-heng'sUy bearing the date of 
1481, forms a part of the collection in the 
British Museum. In the cut reproduced in 
Fig. 3 it will be seen that the work is less 
skilful than that of the Kwamyin Sutra^ but 
the technique seems identical with that of 
the older Japanese blocks. The later en- 
gravings of the Koreans do not appear to 
have been any better, and there is no reason 
to believe they ever attained any remark- 
able proficiency in the art. 

PICTORIAL ENGRAVING IN JAPAN 

The date of the earliest pictorial en- 
graving in Japan cannot yet be fixed. The 
first examples were probably executed 
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within the precincts of certain Buddhist 
temples, where in old times the custom 
prevailed of printing copies of Sutras for 
the use of the priesthood and lay devotees. 
Some of these institutions were also wont to 
issue slips of paper bearing characters or 
figures of divinities as mementoes to pilgrims 
who visited the shrines, and a number of 
pictorial slips of the kind are still in exist- 
ence, some of which are signed with the 
names of famous priests of the seventh, 
eighth, and later centuries. One in the 
British Museum is ascribed to the famous 
Abbot Eukai, better known by his post- 
humous title of Kobo Daishi (b. 779, 
d. 885) ; but this, like most of the others, 
can hardly be accepted as genuine. Many, 
in fact, are undoubtedly of modern manu- 
facture, and were designed merely to stimu- 
late the fervour and liberality of devotees, 
to whom impressions were presented in 
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response to a suitable offering ; but there 
is an engraved plank of willow wood still 
preserved at a temple in Shibamata which 
has a reputation of a less assailable kind. 
It is attributed to the great priest Nichiren 
(122^1282), the founder of an important 
sect of Buddhists, and is evidently the work 
of an amateur more skilled in the formation 
of Chinese characters than in the delinea- 
tion of the human frame, as the reduced 
copy in Fig. 4 will show. Sir Ernest Satow 
(foc.ci^.)refers to other blocks which go back 
even as far as the beginning of the twelfth 
century ; but perhaps the most satisfactory 
are the series, one of which is reproduced 
in Fig. 5, signed by a priest named Riokin, 
and dated 1325, six years before the pub- 
lication of the Chinese Kwcmyin StUra^ and 
nearly a century earlier than the German 
block of St. Christopher. The cut is of 
large size (the figure about 18 inches in 
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height), and may be accepted as a fair 
example of the work of the priestly 
xylographer. 

The history of Japanese wood engraving 
may be tentatively divided into six periods, 
an abstract summary of which is given on 
p. 201. 

FIRST PERIOD 

The First or Initial Period is a long 
term, probably extending from the com- 
mencement of block-printing, but cer- 
tainly not later than the fourteenth 
century, to the beginning of the seventeenth 
century. The work of the pictorial en- 
graver was apparently confined throughout 
to the Buddhist woodcuts already men- 
tioned, for although many block books were 
printed in the temples, none of these are 
known to bear illustrations. Further re- 
searches may, however, be rewarded by the 
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discovery of facts that will necessitate 
material alteration in the dates of our 
periods. 

The art, so far, was in its rudiments, for 
none of the pictorial efforts preserved to 
us call for higher ability than that exer- 
cised by the ordinary engravers of the 
Buddhist texts ; and although chronologi- 
cally the Japanese were in advance of the 
Grernoian and Flemish engravers by several 
centuries, technically they went little be- 
yond the level of the archaic St. Christopher 
of 14^, and in no respect approached the 
powerful work of Dlirer and his contem- 
poraries of the sixteenth century. The 
pictorial engraver appears to have con- 
fined his labours to religious leaflets, and 
although he lived within touch of the 
masterpieces of the great Buddhist painters, 
he manifested no ambition to reach artistic 
completeness. 
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SECOND PERIOD 

The Second Period begins about 1608, 
with the appearance of the first illustrated 
book, and ends about 1680, with the advent 
of Hishigawa Moronobu, the father of 
artistic xylography in Japan. Technically, 
it was scarcely in advance of the term just 
described, but it was rendered significant 
by the effort to popularize printed litera- 
ture through the introduction of pictorial 
embellishments. 

The earliest illustrated book at present 
known is the Isi Monogatari, two copies 
of which are in the British Museum col- 
lection. The first edition of this was 
printed in 1608, and a second edition with 
some alterations in 1610, and we may infer 
that it was a work of some pretensions, 
from the profusion of the pictorial illus- 
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trations and from the quality of the paper 
on which it was printed. The iUustrations, 
which are cut with only moderate skill and 
show no special artistic resource, are in the 
Yamato or native style, and repeat all the 
conventions of the school, even to the intro- 
duction of the fictitious clouds that were 
devised in the first instance with purely 
decorative intention in the painting of 
screens and pictorial rolls. Fig. 6 is a fair 
example of the work. The Isi Monogatari 
was followed by a number of other pub- 
lications of a semi-historical character, 
amongst which was the Hogen Monogaiari 
(British Museum Collection), dated 16^, 
containing illustrations in the Yamato 
style, but much more roughly cut than 
those of the earlier volumes, and distin- 
guished by the application of a coarse hand- 
colouring not unlike that of the old English 
chap-books. The use of hand-colouring 
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as applied to book-pictures doubtless arose 
from the wish of the publisher to increase 
the attractions of the issue in the eyes 
of a public who had not yet learned to 
appreciate the advantages of the press. 
The pigments, however, were garish and 
ill applied, emd only rendered more con- 
spicuous the deficiencies of the engraver. 
It was not until the middle of the next 
century the use of colour in printing 
became at all worthy of a people so richly 
gifted with the colour sense. 

A somewhat later work in the same 
collection is the Jokio hiden (1629)9 a 
pictorial mirror of instruction for girls. 
It shows no advance upon the Hog&n 
Monogaiariy and is of interest only as the 
first of the series of moral stories for the 
guidance of the young, that afterwards had 
considerable vofi^ue. Illustrated volumes of 
this type were issued in considerable num- 
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bers ; and the cheap pictorial novelette, 
the Kusa-zoshi^ of which more will be said, 
made its first appearance about the middle 
of the seventeenth century. 

As a whole this second period was not 
one of great achievement in wood en- 
graving. The cuts in the Isi Monogatari 
and its successors were inferior to the con- 
temporary work in Europe, and not in 
advance of that of China and Korea ; but 
the publication of printed and illustrated 
books on subjects of popular interest was 
a movement full of promise — ^a promise 
that was well realized in after-years. 

THIRD PERIOD 

The T%ird Period, extending from 1680 
to 1710, was essentially that of artistic 
book illustration, and the hero of this 
term was a dyer's draughtsman, after- 

44 



It 

u 



Japanese Wood Engravings 

wards a noted painter, named Hishigawa 
Morpnobu. It is he who must be re- 
garded as the important figure in the 
new popular school of pictorial art, for 
although the reputed founder of the 
" Passing World '^ pictures {UkiyO'yS)^ the 
painter Iwasa Matahei, had some decades 
before set the example of abandoning the 
worn-out classical themes, in favour of 
representations of the life and customs of 
his time, it was only through the engraver 
that the new departure could be brought 
adequately before the eyes of the masses. 
It was Moronobu who first showed the 
possibilities of book illustration, and devel- 
oped the series of albums or collection of 
pictures which, under Nishigawa Sukenobu, 
Tachibana Morikuni, Hokusai, and others, 
were to play such an important part in 
educating the public eye and mind. He 
also illustrated novels, topographical works, 
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poems, and other classes of literature ; but 
it was in revealing how faithfully and 
boldly the work of the artisfs pencil could 
be transferred to wood that he did most 
for his countrymen. We do not know who 
were his engravers, but it is probable that 
they worked under his immediate super- 
vision, and it is even possible that some of 
his pictures were cut by his own hand. 
Nothing could be better in its way than 
the sketch in Fig. 7. Here are the flowing 
line of the artistes brush, the free and vivid 
rendering of action, and the decorative 
use of masses of black that have recently 
inspired a new school of imitators in our 
own country. The woodcut was for the 
first time made representative of the art it 
reproduced. 

Moronobu'^s books in the British Museum 
Collection include copies of famous pictures, 
drawings of landscapes and street scenes, 
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illustrated stories, incidents of history, 
poetry, and, in fact, almost everything with 
which we are familiar in the works of later 
and better-known men.^ He did not 
take advantage of colour-block engraving, 
although the process had become known 
before his death, but some of his volumes 
were admirably coloured by hand, and in 
a style that recalls the mcumer of the 
artist in his original sketches. It is prob- 
able that it was the success of these 
painted books that led to the adoption of 
colour printing by Torii Kiyonobu and his 
successors a generation later. His principal 
works appeared between 1680 and 1701 ; 
but he lived many years after the latter 
date, and died about 1714, at the age of 
sixty-seven. 

* A list of the principal engraved works of this 
artist will he founds together with the first account 
of his lahours^ in the Catalogue of the Japanese 
and Chinese pictures in the British Museum. 
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The name of Hishigawa Moronobu was 
adopted by a successor who imitated his 
style of painting ; and the names of several 
other followers are recorded, but we know 
nothing of their work. There were, how- 
ever, many unsigned book illustrations 
bearing traces of the manner of Moronobu 
published about the end of the seventeenth* 
and beginning of the eighteenth centuries, 
and it may be assumed that they issued 
from his school. 

Although Moronobu was the leader of 
the new departure, there was one later 
contemporary artist who took an inde- 
pendent and important part in the estab- 
lishment of artistic book illustration. This 
was Okumura Masanobu, a less vigorous and 
original designer than the master, but one 
of high capacity. Like Moronobu, he 
made a speciality of the J^-Aora, or picture- 
book pure and simple — albums of pictures 
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and brocaded robes for women, perhaps 
the first of the many engraved collections 
of industrial designs published specially 
for the use of the artisan. 

The popular school was served materially 
during the latter part of the seventeenth 
century by three painters who did not seek 
the aid of the engraver for the difiusion of 
their works. These were Honnami Eorin 
(1660-1716), a great lacquer-painter and a 
bold euid original decorative designer, who 
left a powerful impression upon the indus- 
trial art of the eighteenth and nineteenth 
centuries; Hanabusa Itcho (1651-17^4), a 
remarkable inventive genius with a dan- 
gerously keen sense of humour that secured 
him some years of exile; and Miyagawa 
Choshun, an associate of Hishigawa Moro- 
nobu. The drawings of Korin were col- 
lected, and woodcut copies were published 
in album form in the last century by his 
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famous follower, Hoitsu, but only two or 
three of his works were engraved during his 
lifetime (Kg. 9). Those of Itcho were 
reproduced under the direction of his 
followers in the second half of the eighteenth 
century (Kg. 10) ; but the memory of 
Choshun, whose pictures are well worthy 
of preservation, failed to receive the same 
honour. 

The existing examples of tiie Hishigawa 
period are not numerous, but they are very 
precious to the student of Japanese wood- 
cuts, because they foreshadow in almost 
every direction the remarkable set of works 
that were to come in later times — works 
that will be of constantly growing interest 
and value to the Japanese littiraieur who 
in future years will have to recall to his 
countrymen the common phases of the 
picturesque existence which is now so 
rapidly drawing to a close. 
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FOURTH PERIOD 

The Fcmrth Period^ extending from about 
1710 to 1828, was both the longest and the 
most representative of the terms into which 
the progress of xylography may be divided. 
In this time the technical details of the art 
were perfected ; colour-printing rose from 
its first and simplest processes to the highest 
point of achievement; and a wealth of 
admirable book and broadside illustrations 
was produced that rendered incalculable 
service to industrial art as well as to know- 
ledge in nearly all its branches, and minis- 
tered largely to the healthy amusement of 
a people who are as thorough and hearty in 
their play as in their work. 

As the period was especially characterized 
by the development of chromoxylography, 
the history of this branch of engraving may 
be considered first. 
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CHROMOXYLOGRAPHY IN THE FOURTH 

PERIOD 

The Japanese lay no claim to the inven- 
tion of colour-printing as a process of 
wood engraving. Not only were they 
anticipated by the Chinese, from whom 
they doubtless took their first lessons, but 
the sixteenth-century camaieu prints of 
Italy and Germany were practically identical 
in manner of execution, and displayed 
technical merit equal to that of the best 
Japanese engravings ; but nothing yet seen 
in Chinese or European chromoxylography 
bears any comparison in point of beauty 
with the low-priced broadsides of Japan in 
the last half of the eighteenth century. If 
the Japanese were not the originators of 
this art, they were by far its best exponents. 

The exact date of the earliest chromo- 
xylographic prints still remains open to 
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doubt, but it is certain that the Chinese 
preceded Japan in this as in so many other 
sections of art. The first application of 
the process in Japan is said to have been 
by one Idzumiya Gonshiro, who lived at the 
end of the seventeenth century, and made 
use of a second block to stamp certain parts 
of his design with bhii, a red colour ex- 
tracted from a kind of safflower; and Sir 
Ernest Satow, quoting £rom an author 
named Sakakibara, refers to the printing 
in colours of a portrait of Ichikawa Dan- 
jiuro, the histrionic ancestor of the present 
leader of the Japanese stage, for sale in the 
Yedo streets in 1695. None of these early 
specimens are in existence, and it may be 
doubted whether the so-called colour prints 
were not ordinary prints from a single block 
coloured by hand, after the manner of the 
Hogen Monogaiariand the books of Hishi- 
gawa Moronobu, to which reference has 
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already been made. The point is not of 
great moment, for although it is very prob- 
able that a few rude efforts were made at 
the time mentioned, it was not until about 
1710 that the process assumed any artistic 
or industrial importance. It was then that 
an artist of the artisan class named Torii 
Kiyonobu, whose name must be set side by 
side with that of Hishigawa Moronobu in a 
place of honour, began to supply portraits 
of famous actors and pictures of various 
subjects of interest to the theatre-goer of 
Yedo, which were engraved upon three 
blocks and printed in black, pale green or 
blue, and pale pink, and originated a pha^ 
of popular art that took a special place in 
the favour of the people, and was destined 
to undergo great development. 

Torii Kiyonobu must be regarded as the 
founder of the theatrical school of popular 
art, for no theatrical broadsides of artistic 
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value are known to have been issued before 
his time. He was, moreover, a designer of 
playbills and of illustrations for the quaint 
little novelettes called Kusa-zoshi (see 
p. 128), which were published in consider- 
able numbers about the same time, and he 
is said to have been the inventor of the 
style of stage scenery still in vogue in the 
theatres of Tokyo and Kyoto. Few of the 
prints bearing his name have been preserved, 
but these are sufficient to show that he was 

* 

an artist of great ability, and that his works 
were the model which governed the manner 
of the broadsheet designer of the next two 
generations, and influenced the whole of his 
successors down to the present day. He 
was born in 1688, and his work appears to 
have extended from about 1710 to about 
17«S0, but the date of his death is unknown. 
One of his sheets, printed from two blocks 
only, was exhibited at the Burlington Fine 
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Arts Club in 1888, together with a novel- 
ette bearing his signature. The former 
gave a very favourable impression of his 
power. 

The broadside artists did not confine 
their attention to the theatre. In addition 
to portraits of actors and scenes of theatres, 
subjects of all kinds were treated in single- 
sheet pictures. Portraits of wrestlers and 
of well-known personages of the coiuiesan 
class, pictures of women and children 
engaged in various occupations and amuse- 
ments, street scenes, illustrations of moral 
anecdotes, history and folklore, architecture 
and landscape, were all represented in our 
collections of early colour prints, but it was 
tilie theatres which drew forth the most 
ambitious efforts of Kiyonobu and his suc- 
cessors. Portraiture, indeed, was almost 
confined to the theatrical artists, for 
although some admirable and characteristic 
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transcripts of the features of famous priests 
of bygone times have been handed down to 
us by the temple wood-carvers, there is 
scarcely anji^hing deserving the name of 
portraiture in painting, and no example of 
it even in the works of the prolific nStsukS 
carver. It is said that the figures of the 
actors depicted in the sheets really gave 
accurate impressions of the stage faces of 
the men who were so well known by almost 
every one of the populace in the great 
towns ; but little was left to speculation, 
since the name of the person represented is 
always writ large upon the print. Were it 
not for this, there are but few of the coun- 
tenances, and those, too, only on account 
of the exaggeration of certain traits, that 
convey any impression of individuality to 
the foreigner. The dramatic rendering of 
action in the figiu^, however, is often mag- 
nificent, though sometimes extravagant, 
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and in artistic strength of line many of the 
representations are unsurpassable. 

The popularity of these sheets is easy to 
understand. The plebeian stage, which 
must be carefully distinguished from the 
classical Bugdku and No performances, that 
appealed only to the culture of the patrician, 
was the most exciting and most delightful 
of the amusements of the hard-working and 
contented traders and artisans that made 
up the bulk of the population of the towns. 
A play, too, was not a thing to be disposed 
of in two or three hours, but a serious per- 
foi-mance that went on from morning till 
night before an audience collected in friendly 
or family parties grouped in little square 
enclosures fronting the stage, and prepared 
to spend their whole day in enjoying the 
pathetic or comic impersonations of their 
favourites who trod the boards. The posi- 
tion of the Japanese actor (there were no 
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actresses on the orthodox stage) was a 
peculiar and somewhat anomalous one. 
His professional fame might assume the 
widest proportions^ his name might become 
a household word, and his features be as 
familiar and welcome as those of a brother 
for the masses from which his audience was 
exclusively drawn, but socially he was 
almost a pariah. The townsmen, whose 
passions and sentiments he could sway at 
will, and upon whose memory he engraved 
the noblest traditions of the past, might 
regret his death or retirement as a public 
calamity, but there were few of them who 
would not have regarded any family alliance 
with him otherwise than as a degradation. 
As for the military class and nobles, every 
man of gentle birth who respected himself 
and his order either avoided the theatre or 
yielded to the indulgence in secret. The 
player, then, was necessarily compelled 
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to look for artistic service to a caste 
nearer his own than were the painters of 
the aristocratic Tosa and Kano Academies, 
and he proved a tempting subject for the 
new set of artisan designers ; for although 
a few artists of the popular school consis- 
tently avoided stage subjects, there were 
many, and of the most able, who were ready 
to devote their best energy and talents to 
the perpetuation of the features of the 
Garricks and Listons of their day. 

The braadside designers also devoted 
some attention to the wrestler, who was a 
favourite caterer for the amusement of the 
public, but their training in the traditional 
art canons had rendered them imfit to 
appreciate the grand display of muscular 
force that often revealed itself beneath the 
hide of the athlete, and, as they could make 
nothing of the heavy features and elephan- 
tine limbs of their model, the few studies of 
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the wrestling ajrena that have reached us 
have little attraction for the art collector. 
This &ilure on the part of the artist to 
render a subject that might have appealed 
strongly to his European confrere is an 
interesting contradiction of the theory that 
the magnificent creations of the sculptors 
of ancient Greece were inspired by the 
opportunities that these great artists had 
of studying the nude form. The Japanese 
artist had at least equal facilities and many 
worthy subjects, but not one of the men 
who in certain directions showed so perfect 
and instructive an appreciation for beauty 
of line has ever made a serious effort to do 
justice to the matchless curves of the human 
figure. 

It is, perhaps, in sketches of women that 
the popular artist was at his best. Not 
that he was naturalistic in his treatment ; 
nothing, indeed, that he did was mor^ 
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conventional) but his conventions were 
happy ones, and the result charming. 
Fortunately for his artistic limitations, the 
long outer robe concealing the limbs of his 
subject delivered him from much faulty 
drawing ; while the calligraphic training 
acquired from childhood in the writing 
school gave him a remarkable power of 
rendering the sweeping folds of drapery, 
and the play of colour and choice of orna- 
ment permitted by the fashion of the robe 
and sash brought into use all the lessons in 
design and harmony that he had learned 
from the works of the old masters of the 
classical schools. The gorgeously attired 
women that form so conspicuous an element 
in the decoration of the modem fan, as well 
as the less extravagant and more attractive 
personages in the colour prints of Eatsu- 
gawa Shunsho, Yeishi, and Utagawa Toyo- 
kl!ini, are pure conventions, that bear scarcely 
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any resemblance to the real Japanese maiden 
either in features, form, or proportions ; but 
they are often very beautiful as an exercise 
of drawing, even in the works of Harunobu 
and Utamaro, in which mannerism is carried 
altogether beyond the rights of artistic 
licence. Hokusai, too, had his conventions, 
but he was nearer to the truth than most 
of his predecessors (Fig. 32). On the other 
hand, the engravings after Kikuchi Yosai, 
a man of Samurai lineage, show a dignity 
and refinement in feminine portraiture that 
had never been attained by the artists of 
the Ukiyo yt ; but these, too, were ideal 
creations (Fig. 39). In fact, although the 
representations of women will always be 
found the most pleasing specimens in a 
collection of Japanese prints, they are not 
the women of Japan or of any other 
country, but of the artistes imagination. 
Landscape, birds, and flowers, the favour* 
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ite subjects ot the painter, appeared but 
little in the broadsides of the last century. 
It was Hokusai who set the example in 
landscape, in his large views of Fuji, which 
were published at the beginning of the 
present century ; and Hiroshige, many 
years later, made a speciality of serial issues 
oUchimai-yi recording the beautiful scenery 
of his native country ; but the Toriis and 
Eatsugawas, the fathers of artistic chromo- 
xylography, left this section of art un- 
touched. 

The Japanese broadsides were published 
in sheets, one giving the whole of the sub- 
ject, or forming only a segment of the 
complete picture. Most commonly three 
sheets were required to make up the scene 
depicted, but sometimes the number rose 
to four or five. The purchaser usually had 
these mounted and preserved in books or 
rolls. 
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The art of colour-printing was not con- 
fined to the production of theatrical and 
other broadsides. It was also used in the 
illustration of books and in the decoration 
of New Yearns cards (<surimono\ fans, 
umbrellas, and letter-paper, as well as for 
many other purposes; but the greatest 
variety was to be found in the ichimai-ye^ 
although the book and the New Yearns 
card often displayed more evidence of care 
in technical details. 

The surwiono^ or New Yearns cards, 
which came into fashion in Yedo in the 
last quarter of the eighteenth century, are 
gems of chromoxylography, and display the 
technical resources of the engraver at their 
best. They are usually of quarto or octavo 
size, printed with great care on thick 
creamy paper, adorned with designs by 
well-known artists of the popular school, 
and bearing some little conceit in the form 
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of a verselet or proverb. The best period 
is between 1800 and 1840. 

Chromoxylography after Eiyonobu was 
carried on by men of the same school, 
including Eiyomasu, Eiyomitsu, Eiyotane, 
Eiyoshig^, Nishimura Shigenaga (Fig. 1), 
and Ishikawa Toyonobu, down to about 
1765, when, under Suzuki Harunobu 
(Fig. 11) and Torii Eiyonaga, it reached 
its highest point. With Eiyonaga was 
associated Eiyotsun^, a less successful dis- 
ciple of the school, and the Torii line closed 
near the end of the century with Eiyomind 
The blocks employed in printing were 
gradually increased in number to seven, 
and, although in later times as many as 
thirty printings were required to complete 
a picture, the added complexity of the 
process appeared only to destroy the simple 
charm seen in the prints of the Toriis and 
Eatsugawas, and the best results were 
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gained when the number did not exceed 
that used by Kiyonaga and Harunobu. 
The colours under these artists had become 
remarkably tender and harmonious, the 
technique of the printing had advanced, 
and the drawing still preserved the quali- 
ties displayed by Kiyonobu, and gained 
something in style. So far, gradations in 
printing, afterwards employed with good 
effect, were not used ; but an uninked pres- 
sure block was sometimes brought into 
service either to give a damask surface to 
white drapery, or to produce an effect like 
that of impasto in the representation of the 
petals of a flower or the feathers of a bird, 
or for some similar purpose. 

From about 1770 arose a new line, that 
of the Eatsugawas. Its founder, Katsugawa 
Shunsho, deserves to be ranked with Torii 
Kiyonaga amongst the leaders of the 
popular school. He was a more vigorous 
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but less elegant artist than Kiyonaga, and 
his works appear to have been more 
numerous and varied than those of any 
of his contemporaries. His reputation is 
founded chiefly upon his portraits of actors 
in character, but his drawings of women 
were as graceful as those of Utamaro, and 
less extravagant in their mannerisms. A 
&ir example of his style is shown in Fig.l2. 
His Seiro bym awasS kagami (1776), a 
pictorial mirror of fair women, is perhaps 
the most beautiful album of colour prints 
that Japan has ever produced, and his 
collection of portraits of the hundred 
famous poets of Japan is also one of the 
treasures of the collector. A series of 
theatrical portraits printed in colours, en- 
titled KoM no Tsubo (1770), has more 
conventionality and less character than his 
other works, but is redeemed by the de- 
corative effect of the colouring. This and 
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the two preceding works may be seen in 
the British Museum Collection. The en- 
graver of his principal works was Inoiiy^ 
Shinichiro. 

Three pupils of Shunsho, named Shunjo, 
Shunko, and Shunyei, closely followed his 
style, and confined their labours almost 
wholly to portraits of actors and wrestlers. 
Of the others, Shunman, who studied under 
both Shunsho and Eitawo Shigemasa, was 
chiefly noted for illustrations to comic 
verselets and New Year'^s cards ; Shuncho, 
for prints of holiday scenes which are 
amongst the most delicate and pleasing 
of the broadsides of the end of the last 
century ; Shunwo, for miscellaneous de- 
signs; Shuntei, for martial scenes; Gakutei, 
for New Yearns cards ; and, lastly, Shunro, 
who worked for a time in the aielier of 
Shunsho, became known later to all the 
world as HokusaL 
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The principal contemporary and inde- 
pendent workers with Shunsho, in addition 
to Kiyonaga and Harunobu, were Utagawa 
Toyonobu, Koriusai, Kitawo Shigemasa, 
Utagawa Toyoharu, and ToriyamaSekiyen 
Toyofusa. Kitawo Shigemasa is best 
known for his attractive drawings of women 
in a book called E-hon Biwa-Tco^ published 
in 1780, the illustrations to which were 
in black and white, but showed the influence 
of Katsuguwa Shunsho to a very marked 
degree. He was the master of one of the 
best of the broadside designers, Masanobu 
or Kioden, whose reputation as an artist, 
great as it was, has been eclipsed by his 
contributions to literature. Toriyama 
Sekiyen is little known, except by an in- 
teresting album of colour prints engraved 
by Rioko Toyei, and a curious book 
descriptive of Japanese goblins, the Zokku 
hiak'ki (1779) ; lastly, Utagawa Toyoharu, 
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who may perhaps be regarded as the 
founder of the line that was destined to 
receive the mantle of the Katsugawas, 
devoted nearly the whole of his time to 
painting, and has left few colour prints. 

The generation succeeding that of 
Shimsho was little less brilliant. It in- 
cluded Kitawo Masanobu, Kitagawa Uta- 
maro, Hosoi Yeishi, Yeizan Utagawa 
Toyohiro,Utagawa Toyokuni, and Hokusai. 
Utagawa Toyohiro is best known as the 
artist of some of the romances of Bakin, 
an honour which he shared with Hokusai ; 
but his chromoxylographs, although not 
numerous, were equal to those of Shunsho 
for delicacy of outline and subdued 
harmony of colour, and his engravings in 
black and white illustrating contemporary 
novels equal those of Hokusai, from the 
purely academic standpoint, but have less 
vigour and character (Figs. 28 and 29). 
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Utagawa Toyokuni, the greatest artist of 
the school, was the designer of an enormous 
number of broadsides, theatrical and other- 
wise. His style in figure-drawing passed 
through several changes, from an early 
type in which the subjects, usually actors, 
are represented with elongated limbs, sharp 
features, and extravagant action, to a series 
of the most elegant and delicately coloured 
portraitures, male and female, that have 
ever been produced in his school. He also 
illustrated many books, and with his death 
in 1828 commenced the decay of the 
"broadside^ industry. Both Toyohiro 
and Toyokuni were fortunate in their 
pupils — ^the former in Hiroshige, of whom 
we shall hear more ; the latter in Kuniyasu, 
Eunisada, and Euniyoshi, who rivalled their 
masters in industry and almost in genius. 
Eitawo M asanobu, better known as Eioden, 
was one of the most celebrated novelists of 

98 



Japanese Wood Engravings 

Japan, but the admirers of his chromo- 
xylographic broadsides, all pictures of fair 
women, may well regret that his devotion 
to literature has robbed art of many pre- 
cious works. His drawing was admirable 
in its grace of outline, and the colouring, 
pitched in a somewhat higher key than that 
of Shunsho and Suzuki Harunobu, was 
almost unequalled in decorative quality, 
even amongst the beautiful works of his 
associates. Kitagawa Utamaro, a pupil 
of Toriyama Sekiyen, who has been 
honoured by a monograph from the pen 
of M. de Goncourt, is for many authorities 
the most shining light of Japanese chromo- 
xylography. He has left two albums, 
both distinguished by the perfection of the 
colour scheme. One of these, the Momo 
chidori Tcioka awasiy consisting of pictures 
of birds and flowers with comic verselets, 
is technically one of the best examples of 
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Japanese colour-printing, and may be 
noticed also for the bold use the engraver 
has made of uninked blocks to produce an 
embossing of the paper surfeuse. The 
other, the Siero netgiu gioji^ or Annual 
of the Courtesan Quarter (1804), is a speci- 
men of his best manner ; but his reputa- 
tion depends mainly upon his broadside 
representations of women. These have 
remarkable charm of line, pose, and com- 
position, but the effect is marred by the 
ungraceful mannerisms perverting the 
drawing of the faces and limbs. In colour 
they rank next to those of Harunobu, 
Kiyonaga, and Kioden. According to 
M. de Groncourt he died in 1806, at tHe 
age of fifty -two. 

With Utamaro may be classed Hosoi 
Teishi. This artist was a pupil of Kano 
Yeisen, a member of the classical Kano 
school of painting, but he devoted the 
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efforts of his prime to designing coloured 
broadsides. He left one volume of chromo- 
xylographic pictures, the Orma Scm-jiu- 
roWkasen (1798), a series of portraits of 
the celebrated female poets of Japan, en- 
graved by Yamaguchi Matsugoro and 
Yamaguchi Seizo, and it is interesting to 
note that Hokusai made his debut in the 
higher grades of book illustration by a 
coloured frontispiece to the same work. 
His broadsides were nearly all portraits of 
women, as graceful, as conventional, and 
as unlike the living persons they were sup- 
posed to represent as those of Utamaro. 
Yeizan, also, was especially in repute for 
his drawings of women. 

Hokusai has been named last, although 
as pupil and master his labours cover more 
than forty years of the period under con- 
sideration. Great as was his influence in 
the cause of popular art, his work had 
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little effect upon the progress of chromoxy- 
lography, and it will hence be more fitting 
to speak of him in association with the 
book illustrators. 

With these artists the palmy days of 
colour-printing drew to a dose. The last 
of the masters, Utagawa Toyokuni, died in 
18S8, and his pupils were the first to per- 
mit their designs to be dishonoured by 
cheap and gaudy pigments bought in the 
newly opened European market. His death 

...i.Ln.f„Soch„.o.,iop.ph,. 

The story of its decadence will be told 
under the heading of the Fifth Period. 

lliere are no coloured engravings m the 
world that may be compared with those of 
Japan in the long period from the coming 
of Torii Eiyonaga to the passing of Uta- 
gawa Toyokimi ; the eye is beguiled by a 
brush stroke of ineffable calligraphic beauty 
and by a tender harmony of colour that 
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As a third, but later and less influential, 
artist of the same class may be named 
Tsukioka Tange (1717-1786), who is re- 
puted for his pictures commemorating the 
deeds of Japanese heroes of the past. He 
left, also, a book illustrative of the scenery 
of Eastern Japan. 

Another characteristic of the new period 
must also be accredited to a pupil of the 
Kano school of painting, Ooka Shunboku 
(died about 1760, at the age of eighty- 
four), who edited the first three or four of 
an invaluable series of albums containing 
copies admirably drawn and engraved, after 
pictures by famous Japanese and Chinese 
masters. The earliest of these was the 
Gwashi kwai-yo^ published in 1707, which 
was followed by the E-hon te^kagami 
(1720), the Gwa-ko sen-ran (1740), and 
the WorKan mei-gwa-yen (1749), all still 
in use amongst artisan designers ; and the 
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good work was continued by Sakurai 
Shiuzan in the Wa-Kan mei-hitsu gwor-yei 
(1750), the Gwa^ho (1764), the Wa^Kan 
mei'hitsu kingioku gwor/u (1771), and the 
Gwa-soku (1777). Some examples out of 
this mine of wealth are shown in Figs. 17 
to 24. 

There were few volumes devoted to 
scenery in this period. The Togoku 
meisho'shi of Tsukioka Tange is perhaps 
the most noteworthy, but there were also 
many panoramic views of long tracts of 
country, hand-coloured, and made up into 
orihon, or folding -books, a series which 
commenced at least as early as 1689, and 
was continued down to the middle of the 
last century or later. 
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ENGRAVING IN BLACK AND WHITE IN 
THE SECOND PART OF THE FOURTH 
PERIOD 

The Second Part of the Fourth Period, 
extending from 1765 to 1828, was not only 
the p€Jmy age of chromoxylography, but it 
was, moreover, stamped by the development 
of three new features in book illustration : 
firstly, a remarkable series of topographical 
handbooks for the principal cities and more 
important provinces of Japan ; secondly, 
the great extension of the illustrated novel 
under the writers Kioden, Bakin, and 
others; and thirdly, the important series 
of albums of miscellaneous sketches typified 
by the Hokusai Mangwa. 

ILLUSTRATED TOPOGRAPHICAL BOOKS 

The topographical Jumdbook, in its more 
complete form, is the product of the last 
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hundred years, but pictorial representations 
of native scenery have been published since 
about ]680, either in the form of " single 
sheets'' (ichimui-ye), sewn volumes (sho- 
motsu), long panoramic pictures converted 
into folding-books (orihon)^ or rolls {maki- 
mono). 

The typical Meisho dzu-ye^ or pictorial 
description of noted places, is, however, a 
work of ambitious scope and of wide utility. 
It indicates all the spots famous for land- 
scape beauties, collects learned records of 
the historical and legendary lore of the 
localities described, enumerates the various 
objects of curiosity or archaeological im- 
portance preserved in the neighbourhood, 
contributes scientific notes upon the flora 
and fauna of the district, and opens a fun^ 
of practical information as to industries, 
commerce, and a hundred other matters of 
interest both to resident and visitor. Each 

ii8 



I nhti Ulsgswa Toyokuni (c. j 



1 • 



Japanese Wood Engravings 

of the great cities and of the chief provinces 
had its handbook, carefully edited and 
illustrated by the leading popular artists 
of the day. To Yedo (now Tokyo) and its 
environs were dedicated twenty substantial 
volumes; Kyoto had eleven volumes, ex- 
clusive of a large work devoted to its 
gardens ; the Tokaido, the high road be- 
tween Yedo and Kyoto, six volumes ; the 
temple of Itsukushima and its vicinity filled 
ten volumes ; and the list might be extended 
up to two hundred volumes or more. The 
first of the series was the Miako (Kyoto) 
Meisho dzu^ye (1787), illustrated by Take- 
hara Shunchosai, who also supplied draw- 
ings for the handbooks for Yamato (1791), 
Idzumi (1798), and Settsu (1798). 

Miwa Tokei, Hayami Shunkiosai, Nishi- 
mura Chiuwa, Hokkio Nishikuni, and some 
others, contributed to the work in the first 
two decades of the present century, but 

121 F 2 



Japanese Wood Engravings 

the void left by the death of Shunchosai 
was not filled until 1837, when the publi- 
cation of the Yido Meisho dzu-ye intro- 
duced strikmg representations of the 
scenery of the capital of the Shogun, from 
the pencil of Hasegawa Settan. A descrip- 
tion of the holiday resorts of the city, 
forming suite with the last, was issued in 
1838, and a smaller book of a similar kind 
in 1839. Many other popular artists soon 
appeared in the field, and some guide- 
books, like the Nikko-zan Shiy included 
designs by several contributors. The latest 
of the more important " Meishos " were the 
Toneguwa dzu shi (1856), illustrated by 
various artists, and the Kwardku Meisho 
dzu-ye (1859), with pictures by Hanzan 
Yasunobu. 

As previously noted, the handbooks 
embellished by Shunchosai were not the 
first publications descriptive of well-known 
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places. Views of Yedo appeared before 
the end of the seventeenth century. The 
Kwardku Satken dzu, published in 1703, 
contained good drawings of buildings and 
landscapes, and followed the Kusa-zoshi in 
placing the text upon the same page with 
the illustration (but in this case writing 
and sketch were separated by cloud-like 
outlines) ; the Togohu MeishoShi^ a descrip- 
tion of noted places in Eastern Japan, 
illustrated by Tsukioka Tange, was printed 
in 1762 ; and a number of orihon volumes 
with hand-coloured drawings in panoramic 
form were issued between 1710 and 1770. 
None of these essays, however, merit com- 
parison with the handbooks of Shunchosai 
and his followers. The Meizan dzu-ye of 
Tani Buncho is an excellent supplement 
to the group of the Mdsho dzu-yi^ and 
contains many vigorous sketches of the 
mountain scenery of Japan. 
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The illustrations of these works as a 
class are very spirited, and, notwithstanding 
the absence of light and shade and the 
defects of perspective, conveyed a vivid and 
faithful impression of the scenes depicted. 
The figures introduced into the landscape, 
street, or building were admirably grouped, 
and the more idealized pictorial transcripts 
of history and folk-lore were well composed, 
and told their story with good effect. The 
introduction of arbitrary cloud-forms used 
f» a«.»«,e f^^ th, .^ of 
the ancient Japanese school was adopted 
for convenience in the ''^ Meisho ^ drawings, 
partly to exclude unnecessary details, and 
partly to secure a space for descriptive text. 
The picture, when large enough to cover 
two pages, was divided into halves, and 
where the range of view was unusually 
wide, the design often extended in segments 
over three, four, or more pages, a separate 
block being necessarily used for each page. 
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ILLUSTRATED WORKS OF FICTION 

Works of this class, commencing with 
the Is4 M(mogatari in 1608 and the Hogen 
Monogatari in 1629, were apparently, in 
the first instance, engraved transcripts of 
classical volumes which had previously been 
multiplied by manuscripts, and the illus- 
trations were copied from the paintings 
that were made to accompany the written 
text. The woodcuts in both cases showed 
all the characters of the formal pictures of 
the old native or Yamato school, even to 
the introduction of fictitious, clouds travers- 
ing the foreground, a convention originally 
devised merely as a surface for decorative 
masses of gold or colour, but preserved by 
the book artists at first in simple imitation 
of the model, and afterwards for the con- 
venience of covering spaces in the design 
which he did not care to fill with detail. 
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In the guide-book of the last hundred 
years the clouds are the etceteras of the 
draughtsman. 

The early volumes, often works of some 
pretension, were of octavo size, but they 
were soon followed by others of a less 
imposing and more popular type. One 
set of these, consisting usually of semi- 
historical stories, were of oblong shape and 
duodecimo size, embellished by whole-page 
or two-page pictorial woodcuts ; the other 
was a still smaller publication issued on 
very thin fasciculi, each with an ornamental 
wrapper and bearing cuts on every page. 
These novelettes, or Kusa-zosM^ as they 
were called, were essentially popular 
literatiure — heroic, tragic, or humorous — 
and they were characterized by the strange 
admixture of text and illustration upon 
the same page, the lines of the text occupy- 
ing the spaces in the picture that would 
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usually be filled with background or acces- 
sories. The personages introduced into the 
scene were, moreover, distinguished by little 
character labels, generally placed upon 
some part of the dress, in order to relieve 
the reader from any difficulty in inter- 
preting the compositions (Figs. 26 
and 27). 

A very early specimen, dated 1662, is 
now in the British Museum Collection. 
This contained roughly executed illustra- 
tions that bore a slight resemblance in 
style to the play-bills of the commence- 
ment of the eighteenth century, but in 
more recent books of the same class the 
work of the engraver and printer was more 
carefully done, and the list of artists 
included all the best names in the popular 
school, including those of Torii Kiyonobu, 
Torii Kiyomitsu, Nishigawa Sukenobu, 
Torii Kiyonaga, Torii Kiyotsun^ Tomikawa 
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Ginsetsu, Kitawo Masanobu (Eioden), 
Rantokusai Shundo, Eitagawa Utamaro, 
Utagawa Toyohiro, Utagawa Toyokuni, 
Yeishi, and Hokusai. The quaint little 
Kvsa-zoshi is now extinct, and its place 
is taken, sad to say, by commonplace 
volumes printed in the European style with 
movable metallic type on machine-made 
paper, and illustrated by process blocks. 

About the beginning of the nineteenth 
century the publishers reverted to the 
octavo form, and the first volume or fasci- 
culus of each work, or section of a work, 
was usually prefaced by a few introductory 
plates printed from two or three blocks. 
These stories were of formidable length, 
sometimes filling sixty, eighty, or more 
volumes, and the sentiment of the text 
and pictures was apt to run in a rather 
fierce strain, bringing before us such an 
assemblage of ghastly murders, bloody com- 

130 



Japanese Wood Engravings 

bats, and ghostly visitations, intermingled 
with such feats of superhuman strength 
and ideal heroism, that it was difficult to 
imagine that the books were created by 
and for so kindly, gentle, and pacific a 
people as the Japanese trading and artisan 
community. The illustrations were con- 
tributed principally by Hokusai, whose 
most dramatic efforts are to be found in 
these volumes; by Giokuzan, Toyohiro, 
Toyokuni, and later by Eeisai Yeisen, 
Kunisada, Yanagawa Shigenobu, and 
Giokuransai Sadahid^. Each picture usually 
covers two opposed pages, the block being 
sawn through and printed in two halves, 
so that a mental effort is required to estab- 
lish continuity (see Figs. SS and 29). In 
some illustrations, but rarely in novels, the 
subject may be even more subdivided, as 
in an album, entitled Shin Kosha-'bunko, in 
the British Museum Collection, where the 
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body and tail of a peacock spread in full 
luxuriance through five entire pages. 

These pictures, however strange they may 
appear to us, with their daring conventions, 
their mixed ideas of perspective, their dis- 
regard of all the laws of light and shade, 
and the inexhaustible puzzledom of their 
motives, have many and great artistic 
beauties for all who will take the trouble 
to study them as they deserve to be studied. 
When we recollect that they were drawn by 
poorly paid artisans for the delectation of 
a public as poor as themselves, the vigour 
and fertility of conception, and the high 
and sustained quality of execution that 
they display, can win nothing but wonder 
and admiration. Let us compare the Kvsa- 
zoshi with the contemporary chap-books of 
our own countiy, or the novel illustrations 
of Hokusai and Toyohiro with the average 
pictorial cuts in our light literature of the 
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early Victorian period, and we shall under- 
stand better the claims that the humble 
book artists of the Far East have upon the 
appreciation of their countrymen and of 
art-lovers of all nationalities. 

The leading figure amongst the book 
artists of the first three or four decades of 
the nineteenth century was undoubtedly 
the man whose name is best known outside 
Japan, Hokusai. 

Hokusai, the son of a Yedo mirror-maker 
named Nakajima Ise, was bom in 1760, 
and seems to have lived in almost complete 
obscurity until he had passed the mid-point 
of an ordinary life. All that we know of 
the first forty years of his existence is that 
he had been a pupil in the school of Katsu- 
gawa Shunsho, and under the name of 
Shunro had produced a few colour-print 
broadsides in the style of his master. In 
1798, however, we find him contributing a 
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firontispiece to Yeishrs ambitious volume 
of portraits of the female poets of Japan 
(Onna San-jkL-roTc'kasen)^ and in the next 
few years he produced a valuable series of 
colour-print albums, depicting scenes in and 
about Yedo. In this period he also drew 
illustrations for Kusa-zoshi (in one of which 
he appears as an author, under the pseu- 
donym of Tokitaro), and drew designs for 
New Year'^s cards (surimono) in association 
with his pupil, Hokkei, and others. A 
little later he began to supply some remark- 
ably vigorous drawings to illustrate the 
novels of his friend Bakin, and at length, 
in 1812, he issued the first volume of the 
Mangwa^ a famous collection of miscel- 
laneous sketches for the use of artisans and 
students of drawing. From this time his 
influence became paramount in the popular 
school, and in the period following the 
death of Toyokuni he was the dominant 
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influence in the world of artisan art. It is 
noteworthy that he never contributed to 
theatrical illustration, despite his early 
training under Shunsho, but left this 
speciality entirely in the hands of the 
Utagawas. 

The first European account of Hokusai 
appeared in the Transactions of the Asiatic 
Sodety of Japan for 1878 in a short out- 
outline of the History of the Pictorial Art 
of Japan, by the author. He has since 
been the subject of eulogy by many high 
authorities, including Mr. F. V. Dickins, 
who has published an English edition of 
the Hundred Views of Mount Fuji, one of 
the best of his works next to the monu- 
mental series of rough sketches {Hokusai 
Mangwa)\ M. Duret in the Gazette des 
Beaux-Arts ; M. Gonse in VArt Japonais ; 
Dr. Brinckmann mKun^t u/nd Ha/ndwerJcin 

Japan; and Professor FenoUosa in an intro- 
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duction to an exhibition of the artistes work 
at Boston. All are agreed that he was the 
most versatile, original, and prolific artist 
of his school, and that his numerous albums 
and book illustrations have done more than 
any other agency to further the cause of 
industrial art amongst his countrymen, and 
to make that art known in the rest of the 
world. 

His colour prints published in the first 
few years of the century are less harmonious 
than the contemporary works of Shunsho, 
Utamaro, the older Toyokuni, and some 
others, and his drawing at this time had 
faults — especially in the ungainly propor- 
tions of his figures — ^that were greatly 
amended in his later work in the illustra- 
tions to the novels of Bakin and in the 
Mangwa. It is in the latter, and in the 
Fugdku hiaVkei^ a chef-iosuvre of his de- 
clining years, that his virile and animated 
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outlines appear to the greatest advantage. 
The principal engravers of his works were 
Egawa Tomikichi and the pupil of the 
latter, Egawa Santaro. 

As a painter, he must be studied in such 
a collection as that brought together by 
Dr. Bigelow, and recently shown at Boston, 
U.S. Professor Fenollosa, in his scholarly 
introduction to the catalogue, pays a high 
tribute to his qualities as a designer and 
colourist in the later period of his work, 
and believes that his defects of education 
alone prevented the full development of his 
genius. It must not be overlooked, how- 
ever, that although a literary and artistic 
training on the narrow classical lines of 
his time might have made him a greater 
painter, there is even more probability that 
it would have stifled the verve and origin- 
ality which give the savour to his art, and 
would have led to a lifers work of infinitely 
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less value to the world than that which he 
has actually given. 

He died in 1849 at the advanced age of 
eighty-nine, retaining his powers almost 
unimpatred to the very last. With his 
withdrawal from the scene came the begin- 
ning of the end of the popular school. 

He left an artist daughter named Yeijo 
and several pupils. Only a few of these, 
however — Hokkei, Shinsai, Hokujiu, Hok- 
uiin, and Isai — have left any mark upon 
the process of wood engraving, and of these 
the first approached most nearly to the 
master in vigour and originality. Shinsai 
is known almost exclusively as a designer of 
New Year'^s cards. 

INFLUENCE OF EUROPEAN ART IN THE 
FOURTH PERIOD 

European art exercised little real influ- 
ence in this period, but a painter named 
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Shiba Gokan, who flourished in the early 
years of the nineteenth century, learned a 
little of the principles of linear perspective 
from the Dutch, and is said to have intro- 
duced engraving on copper. His ideas of 
perspective may be seen in his Gwa-to Sai- 
yu dcm^ a book of travels with woodcut 
illustrations, published in 1781 (British 
Museum Collection). The book-illustrators 
and scene-painters from about the same 
time began to adopt perspective, but used 
or neglected it in a most capricious fashion, 
sometimes introducing vanishing points 
with fair accuracy in one part of the 
picture, while drawing the rest on the 
Chinese isometric plan, but never display- 
ing any real study of the principles of the 
science, 

Hokusai^s sketch in Kg. 33 is perhaps 
the best attempt to apply European 
teaching. 
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The fourth term, during which were 
produced most of the finest examples of 
pictorial engraving in black and colours, 
ended about 1828. It was followed by a 
period in which Hokusai, now associated 
with a new generation, stood pre-eminent. 



FIFTH PERIOD 

The most interesting publications of the 
Fifth Period^ extending from the death of 
Toyokuni to the death of Hokusai, were 
the later volumes of the Mangwa^ the 
Fugaku hiaFkei, or hundred views of the 
Peerless Mountain, and many other books 
by Hokusai, which proved that the eye of 
the "Ancient of a Hundred Centuries^ 
{Mem ro-Jm) as he called himself in his 
later years, had become more correct, while 
his hand had lost none of its cunning, and 
he still held his place unchallenged down 
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to the year of his death. The Fugaku 
hiak'^kei may be indicated as one of the 
best examples of the engraving of the 
period. His associates in the latter half 
of his career were Keisai Yeisen (from 
whose album of rough sketches Figs. 35 
and 36 are reproduced), Utagawa Eunisada, 
Utagawa Euniyoshi, Ichiriusai Hiroshige, 
Hasegawa Settan, Hasegawa Settei, and 
Matsukawa Hanzan. Eunisada (who in 
1844 adopted the name of his teacher, 
Toyokuni) and Euniyoshi supplied innu- 
merable designs to the publishers of chromo- 
xylographic broadsides, which showed all 
the old strength of design, but for the 
most part ruined by cheap European pig- 
ments. They also illustrated several books, 
mostly novelettes and theatrical literature, 
but the Kaibiaku yuraiki^ an historical 
work, and the Kvmyoshi zatsugwa^ are 
good examples of the work of Euniyoshi 
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outside the single sheets, which occupied 
his chief energies. Eunisada died in 1865, 
at the age of seventy-eight, and Euniyoshi 
in 1861, at the age of sixty-one. 

The establishment of an offshoot of the 
Utagawa theatrical school at Osaka was a 
special feature in the Fifth Period. This 
appears to have been developed through 
a number of pupils of Eunisada and 
Hokusai from about 1835 or 1840. In 
style of drawing the Osaka single sheets 
differ little from those of the Yedo artists, 
but there are certain peculiarities in the 
t3rpes given to the faces of the different 
actors that stamp almost all the repre- 
sentations, and the colours are generally 
stronger and marked by a greater pre- 
dominance of yellow than in the works of 
the parent school. The principal names 
were those of Hokucho, Hokuyei, Hoku- 
shiu, Sadamasu, and Shigeharu. The 
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publication of landscape broadsides in- 
itiated by Hokusai was taken up by 
Hiroshige: This artist, originally a pupfl 
of Toyohiro, at first followed the style of 
his teacher, but developed a new manner 
before the middle of the century, when he 
commenced a series of views of Yedo, the 
Tokaido, and other parts of Japan, of 
great interest and often of considerable 
power and beauty (Figs. 37 and 38). 
His work is characterized by unsuccessful 
attempts to realize effects of perspective, 
and, occasionally, of light and shade, but 
his bold and original composition and 
vigorous drawing gave a high value to 
many of his designs.* Unfortunately, 
however, the value of much of his later 
labour in chromoxylography was injured 
by the bad quality of the colours used by 

* See an article by the author Artistic Japan, 
vol. ii. 
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the printers, and his true strength must 
be seen in his paintings. He died of 
cholera in 1858, at the age of sixty-one. 
His only rival in the delineation of scenery 
was Hasegawa Settan, whose labours were 
confined to drawings for topographical 
handbooks. The Yedo Meisho dzu-yi^ the 
Nenjiu giqji daisei^ and the Toto sayiki^ 
in the last of which he was joined by his 
son Settei, form the monuments to his 
talent. Amongst the last of the hand- 
book artists was Matsukawa Hanzan, who 
left some clever illustrations to the Kwaraku 
{Kioto) Meisho dzu-ye and the Saikoku 
9cmfvu saiicho meisho dmi-yi (1854) ; and 
Yoyen Yoshitada, the artist of the Zenkdji 
Michi Meisho dzu^ye (1850). Lastly must 
be mentioned an entirely independent 
artist, originally attached to the Natural- 
istic school of painting, Eikuchi Yosai, 
whose drawings of the worthies of ancient 
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and Yoshitada, and a few curious attempts 
to imitate European art (Fig. 41), were 
the principal issues between 1850 and 1870 ; 
but within the last twenty years an ener- 
getic revival of book illustration has taken 
place, and a few of the recent publications 
show that neither pictorial norxylographic 
power is wanting. The " single-sheet *" in- 
dustry is still in difficulties, and may never 
resume its ancient glories, although a spur 
to effort in this direction has been given 
by the popular demand for pictures of the 
Chino- Japanese War ; but in the volumes 
of bird and flower drawings of Bairei, the 
graceful fairy-tale pictures and collections 
of artisan designs by Sensai Yeitaku 
(Figs. 42 and 44), the albums of Eiosai, 
often called the second Hokusai, whose 
original and humorous work deserves a 
monograph to itself (Fig. 43), and the 
recent war broadsides of Grekko, there is 
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much to redeem the failure of the earlier 
years of the period; and the encourage- 
ment given by Europe and America to the 
charming series of children's books published 
by the Kobunsha Company has already 
proved to the Japanese publishers that 
good work may now be made more profit- 
able than at any time in the history of 
their calling. 

TECHNIQUE 

The main facts in connexion with the 
technique of wood engraving are as 
follows: The picture, drawn for the en- 
graver upon thin translucent paper of a 
particular kind, is pasted face downwards 
upon a plank of wood, usually cherry^ — 
sawn in the direction of the grain, instead 
of across it, as in Europe — and the super- 
fluous thickness of paper is removed by a 
process of scraping until the design is 
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visible ; finally, the thin layer remaining is 
made transparent by the use of a little oil 
and the work of engraving begins. The 
borders of the outline are first incised — 
very lightly in the more delicate parts — 
with a kind of knife, and the interspaces 
between the lines of the drawmg are exca- 
vated by means of chisels and gouges of 
various shapes. The block is then washed 
and is ready for use. The printer applies 
the ink very carefully with a brush, and the 
impressions are taken upon specially pre- 
pared paper by rubbing with a flat disc 
(banren) worked by hand pressure. Certain 
gradations of tone, and even polychromatic 
effects, may be produced from a single block, 
and uninked blocks are often used for the 
purpose of embossing portions of the 
design, as an aid to the effects of colour- 
printing. The latter resource is seen in 
the works of Nishimura Shigenaga, executed 
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In the ordinary colour prints the effects 
are obtained by the use of a number of 
additional blocks engraved in series from 
copies of the impression taken from the 
first or outline block. The correctness 
of register is secured by marking the angles 
of the original block outside the lines of 
the engraving with incisions made in a 
certain direction. The angles are printed 
off upon the sheet bearing the first outline, 
and are repeated in facsimile in the cutting 
of all the subsequent blocks, the comer 
marks left upon the paper after contact 
with block No. 1 thus being made to serve 
as a guide for the accurate apposition of 
the sheet upon each successive block, the 
printings being all effected by hand 
pressure. The process is simple, but the 
rarity of faults of register in Japanese 
chromoxylography proves that it is 
efficacious. 
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The technique of the Japanese wood- 
cutter is interesting, partly in its analogy 
to that of the early wood-cutters of Europe, 
and partly as an example of the perfection 
that a skilful artisan can attain even with 
the simplest and cheapest appliances. An 
authoritative account of the details of the 
process and materials will be found in 
Audsley^s Ornamental Arts of Japoffi^ and 
more lately a valuable monograph, written 
by Mr. T. Tokuno, the chief of the Bureau 
of Engraving and Printing of the Ministry 
of Finance in Tokyo, has been printed by 
the Smithsonian Institution, with a learned 
introduction and notes by Mr. S. R. 
Koehler.* It is chiefly from these sources 
that the following facts have been collated: 

The Wood ordinarily employed is that of 

. ♦ Japanese Wood Cutting and Woodcut Printing , 
by T. Tokuno, edited by S. R. Koehler. Wash- 
ington^ 18d4. 
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a variety of cherry, but Tmigi^ a variety of 
Buxus Japonicus^ or AdsusOy the Katalpa 
Kasmpferi (var. Japonica), may be used 
instead. The planks, when planed, are 
about f inch thick, and in order to prevent 
them from warping or cracking they are 
sometimes strengthened by cross pieces 
attached to each end, unless the wood is 
thoroughly seasoned. 

The Toous. — (1) A single knife, with 
which the engraver executes all kinds of 
work, with a blade of 1 inch to 1^ inches in 
length, and in shape not unlike a penknife, 
but more deeply cut near the point. The 
blade is fixed in a round wooden handle 
about 3 inches long. 

(^) Chisels and gouges oi various shapes, 
some to supplement the knife, and used in 
the same manner, others to remove unsatis- 
factory parts for plugging. Five chisels and 
eight gouges form the usual outfit (Fig. 45). 
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(3) A ruler for cutting straight lines and 
for fixing the registering marks in the 
planks used in colour-printing (Fig. 45, 
No. 1). 

(4) A brush for clearing away the chips 
detached by the cutting tools, shaped some- 
what like a nailbrush (Fig. 46, No. 17). 

(5) Wooden maUets for driving the 
chisels. 

(6) Grindstones for the cutting tools. 
OU of Sesamum Orientak is used to rub 

into the plank to be engraved, and so to 
make the cutting easier and cleaner. 

In his manipulation the woodcutter holds 
the knife in his right hand, and, pushing 
the back of it with the middle finger of his 
left hand, first cuts around all the lines of 
the design, following the direction of the 
original brush strokes. He next removes 
the wood between the lines by the chisels, 
so as to leave the lines themselves in relief. 
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The surface is then cleaned and washed by 
a small brush, and a proof is taken. Mr. 
Koehler points out that the method of 
holding the tool represented in Jost 
Amman^s Beschreibung alter Stdnde, pub- 
lished in Frankfort in 1568, corresponds 
closely to that of the Japanese engraver, 
except that the European does not seem to 
have used his left hand in guiding the 
tool. 

The materials used in printing are equally 
simple. " 

Paper, — ^Bibulous paper of various quali- 
ties and degrees of thickness is chiefly made 
from the Bromsonetia papyrifera. The 
sheets are moistened with water before the 
. printingbegms,theamountoffluideinployed 
varying with the quality of the paper. A 
single wet sheet is put between every three 
or four dry sheets until a suitable layer 
is formed, and this is then pressed between 
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two wooden press boards until the whole 
has a uniform and proper degree of moisture. 
This can only be adjusted by care and 
experience, and it is essential to the success 
of the print, since the water-colours used 
for printing tend to spread in the absorbent 
paper, and a small excess of moisture would 
inevitably ruin the impression. The sheet 
is printed on one side, and the leaf is 
made by folding, so that each leaf is 
double. 

In iditiofis de hixe a very thick, soft paper 
is employed, but in ordinary volumes it is 
much thinner, often so thin that the design 
on the other side of the folded sheet is more 
or less visible. In one volume (dating back 
to about 1700) in the British Museum 
Collection the illustrations are printed on 
both sides of a heavily enamelled sheet. 
This is perhaps unique in Japanese print- 
ing. For colour-printing the paper is 
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specially prepared by treatment with dosa^ 
a kind of size, to prevent the tints from 
spreading. 

SUk is occasionally, but rarely, used in 
place of paper. 

Colours. — These were almost identical 
with the colours used by the painter, and 
were mixed with water and rice paste. 
Many were of native origin, others were 
imported from China, and in later years 
the European market has been utilized with 
disastrous results. 

Black is Japanese ink. In the older 
prints this was commonly of a somewhat 
gre}dsh tint ; but a deep black was used by 
Toyokuni in his latest period, and appears 
in many of the modem broadsides. A 
black prepared from soot of pine-wood was 
also used in cheap prints. 

White. — To no tsuchi^ a carbonate of lead 
prepared in Japan. It is not often used 
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alone, as it is apt to blacken on exposure. 
Gqfun is a kind of white made by powder- 
ing calcined oyster-shells. 

Red. — There are many kinds of reds used 
by the printers. (1) Beni^ a very pale 
pink, extracted from a kind of safflower 
called k^omS. It is said to have been the 
earliest colour print used in the " bSni yi '" 
of Idzumiya Gonshiro in 1695 ; (2) Sfioy- 
enjif a pink dye imported from China, 
supposed to be cochineal — it is the principal 
red in the prints of the best period ; 
(3) Shido, or benigara^ red oxide of iron, 
prepared from a native ore; (4) 7W, red 
oxide of lead, seen in many prints of the 
last century : it tends to blacken on 
exposure; (5) Shiu^ vermilion, originally 
imported from China; (6) Yodo^ a cheap 
carmine imported from Eurof)e, and much 
used during the last fifty years. 

Yellow. — In the old prints orpiment and 
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yellow ochre (Sekixvo and Odo\ prepared 
from native earths, but more recently 
imported orpiment and gamboge have 
been employed. Shido^ a brownish ochre, 
made from a native earth, is also used. 

Blue. — Blue carbonate of copper (konfo) 
made from a native earth, and indigo 
(airo) prepared from the Pdygomim tine- 
tormniy were used in the older prints ; but 
the modem printers have largely adopted 
an imported Prussian blue {bero-ai). 

Green. — Made from aceto-arsenite of 
copper {rokusho)^ or by admixture of blue 
and yellow. 

Purple. — ^An admixture of red and blue. 
First seen in the later prints of Toyokuni. 

Rice paatey employed as a medium and 
to give lustre. It is prepared with much 
care. 

Size solution prepared from gelatine 
extracted from oxhide by boiling, and 
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mixed with a proportion (1 to 3) of 
powdered alum. 

Mother-of-pearl powder^ Dutch metai^ 
and coppery silver^ and gold lecif are 
occasionally met with. The copper and 
Dutch metal are most commonly found in 
broadsides of the Osaka school ; the silver 
and gold leaf on the New Year's cards of 
the present century. 

The Tools of the Printer were as 
simple and inexpensive as those of the 
engraver, but the clever fingers and careful 
habits almost characteristic of the race 
enabled the men to secure results that 
could hardly be excelled. All that was 
required were boards for pressing the wet 
paper, a printing-table, two sets of brushes 
for charging the cut planks with the 
printing colours and for wetting the paper, 
a rubber or baren^ knife and chisels to 
correct the register marks if necessary, an 
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agitator for mixing the colours in a cup, 
and pads of cloth to be placed under the 
four comers of the block while printing. 

The bareriy or rubber, is a little shield 
which replaces the European press, and is 
used to rub the sheet Icdd upon the inked 
block so as to take the impressions. It is 
made of twisted paper rolled spirally into 
the form of a circular mat, having several 
layers of paper pasted on its under side to 
make it smooth and durable, and over 
these is strained a piece of the dried 
sheath of a bamboo sprout. The face of 
the baren is occasionally rubbed with oil 
of Sesamvm OrienkUe in order to make it 
glide smoothly ; but if, as rarely happens, 
too much is used, a greasy mark is left on 
the reverse side of the paper. No press 
is required, but the block is laid on a 
board, the further end of which is slightly 
elevated, with its comers resting on four 
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small damp cotton cloth cushions to 

prevent it from slipping. These are 

placed on the floor mats on which the 
printer sits. 



SUMMARY 

It has been shown that the Chinese, 
Koreans, and Japanese led the way cen- 
turies before the European wood-engraver 
came into existence, but that the higher 
development of the Turanian section of 
the art belongs to Japan, and dates only 
from the later part of the seventeenth 
century. 

It may seem strange that in an historical 
review of Japanese engraving so little 
reference has been made to the engraver 
himself. The reason of this is that the 
wood-cutter^s personality is so completely 
lost in that of the artist that, although we 
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know the names of the engravers attached 
to most of the book illustrations of the 
fourth and later periods, it is scarcely 
possible to differentiate between the work 
of one member of. the craft and that of 
another. The business of the wood-cutter 
was to follow exactly the brush line of the 
artist, and so conscientiously did he acquit 
himself that a proof from the wood block 
could scarcely have been distinguished 
from the original drawing ; but he had 
only to define outlines, and never to inter- 
pret in black and white the subtle effects 
of colour, atmosphere, and light and shade, 
and there is nothing to be said of him save 
that he was a clever and painstaking work- 
man, who has ably accomplished a most 
delicate task, and has rendered an in- 
valuable service to the cause of art. To 
compare him with the European wood- 
cutter of the present century, it may be 
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FIG. 45. — THE TOOLS OP THE ENGRAVER. 

From Japanese Woodcutting^ by T. Tokuno. 
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said that the latter, to win distinction in 
his calling, must be an artist as well as an 
engraver, while his Japanese fellow- worker 
required only the qualities of dexterity and 
patience, and was simply a highly skilled 
craftsman. When he had isolated the 
sweeping strokes of the painter'^s brush, his 
work was done, and the rest was left to 
the printer. 

On the other hand, while the functions 
of the European printer of wood en- 
gravings demand little more than the 
ordinary training of a skilled mechanic, 
the Japanese printer was called upon to 
take an important share in the consumma- 
tion. It was he who carried out the 
artistes scheme of colour, and many bf the 
effects of gradation in chromoxylography, 
and occasionally even in black and white, 
could only be attained by an intelligent 
sympathy between the artist and himself. 
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Every lover of Japanese woodcuts will 
recognize that much of the charm of the 
more prized impressions has been contri- 
buted by the artistic feeling of the printer 
after the designer and engraver had done 
their work. 

If we are to judge Japanese engraving 
by the effects produced, it is hard to assign 
its due place in the xylographic art of the 
world, on account of the imperfect evolu- 
tion of the art it seeks to express. The 
Japanese painter clings to many a useless 
convention that has no foundation in Nature. 
The objects in his picture must show neither 
shadows, projected or otherwise, nor high 
lights ; his night-scene has no darkness ; 
the water of his lake or river neither 
reflects nor refracts ; the features of his 
men and women must conform to a set 
type ; the limbs of man or horse are indi- 
cated by lines that caricature the forms of 
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anatomy ; and his perspective is incon- 
sistent with optical laws. All these defects 
in the principles of the painter'^s art must 
necessarily influence the character of the 
engraver^s transcript, and render the prob- 
lem of comparison difficult and unprofitable. 
It must be enough to say that Japanese 
woodcuts are distinguished by clearness 
and decision of line and a remarkably 
decorative use of masses of black, and in 
chromoxylography by a colour harmony 
that we have yet to equal. Like the work 
of the artist in lacquer and metal, the 
finished engraving demonstrates that in- 
finite capacity for taking pains which is so 
strong a feature of the national character. 
But when the workman quits his own 
models and attempts to engrave in the 
European manner, as in Fig. 47, he 
imitates with little skill or sympathy. For 

189 I 



Japanese Wood Engravings 

a new departure he requires a new educa- 
tion, and before he can acquire it the grand 
old art of the wood-cutter will have passed 
away. 

It is a dismal conclusion to predict the 
extinction of an art industry to which 
Japan has owed so much, but the end is 
inevitable. The introduction of movable 
metallic types has been the first stroke of 
fate, for Chinese and Japanese engraving 
began with the carving-out of the elaborate 
characters that make up the script of the 
two nations, and ideographic symbols and 
pictorial illustrations have held together in 
close companionship nearly down to the 
present day ; but the glorious old block 
books, that were enriched by the genius 
of Moronobu, Suk^nobu, Morikuni, and 
Hokusai, have now been replaced by type- 
printed volumes, on European or Euro- 
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peanized paper, and illustrated by pictures 
engraved by the newest photographic pro- 
cesses. The engravers still find some work 
in chromoxylographic broadsides, and since 
the outbreak of the great war a market 
such as they never had before; but even 
this must end before the march of science 
and utilitarianism. A time will soon come 
when the engravings that bear the honoured 
names set forth in this history will be 
sought as eagerly by the art collector of 
Japan as the etchings of Rembrandt and 
Durer by ourselves, and the Japanese his- 
torian of the twentieth century will regard 
the illustrated books and broadsides that 
will be jealously treasured in the Nipponese 
museum of the future as his best mhnoires 
pour servir in recording the folk-lore, 
customs, and habits of thought of his 
people in the generations that preceded 
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FIO. 48. — REPAODUGTION OF SIGNATURES. 

1. HishigawB Moronobu; 2, (Torll) Kiyonoba; 8, (Torii) Eivomasu ; 
4, cTorii) SiyomitBu ; 5, (Torii) Kiyonags ; 6, (Niahigawa) Suk^nobu ; 
7, (Tachlbana) Moiikuni ; 8, Eoriusai ; 9, (IppitsuBai) Buncho ; 10 and 
11, (HosoX) Yelahi ; 12 and 18, Hokusai ; 14, Manji (Hokusai) ; 15, Hokkei ; 
16, (Uta«rawa) Euniaada ; 17, ((Jtagawa) EuniyoBM ; 18, (Eeiaai) Yeiaen ; 
19,Hiroc^ig« 
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the era of the compositor and the photo- 
graphic process blocks. 

For Nishimura Shigenaga, Suzuki, 
Harunobu, Shunsho, Shuncho, Utamaro, 
and Toyokuni, see Figs. 1, 11, 12, 13, 31 
and3S. 

For Okumura Masanobu, see Fig. 8; 
For Kiosai, see Fig. 43. 

The names by which the later popular 
artists are known are nearly all patro- 
nymics or noms de guerre^ adopted in 
compliment to their teachers. For example, 
Kondo Jiubei, on entering the school of 
Utagawa Ichiriusai Toyohiro, thenceforth 
signed himself Utagawa Hiroshige, Ichiri- 
usai Hiroshige, or Hiroshige (the final 
name is always that by which the person 
is familiarly designated). As a rule, the 
artist adopts the second character of his 
teacher's name, and adds to this another, 
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which he in turn transmits to his followers, 
but sometimes the first is chosen. Thus, 
the pupils of Toyokuni are Kunisada, Kuni- 
yoshi, etc ; those of Kunisada are Sada- 
tora, Sadamasu, etc. ; those of Hokusai are 
Hokuba, Isai, etc. More rarely the whole 
name is taken, either during the life and 
with the consent of the original owner, 
as when Hokusai gave his name of Saito 
to Endo Hany^mon, who became Saito the 
Second ; or after his death, as in the case 
of Kunisada, who in 1844 adopted the 
signature of Toyokuni (died 1828) in 
place of his own. 

Other names, again, are founded upon a 
local or personal allusion, as Hokuso Wo 
(Itcho), "the Ancient of the Northern 
Window " ; Hokusai, " the Northern 
Studio '' ; Man Rojin, " the Ancient of 
a Hundred Centuries,^ etc. Of such 
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designations the person may assume 
several in the course of a lifetime, throw- 
ing one aside in favour of another as 
often as caprice dictates a change, and 
much to the discomfiture of future col- 
lectors of his works. 
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SUMMARY OF PERIODS 

First Period (Ninth Century (?) to 1608). 

Chiefly portraitures of divinities, engraved in 
the Buddhist temples. 

Second Period (I6O8-I68O). 

Early illustrated books^ with roughly cut 
pictures, sometimes hand-coloured, names 
of artists and engravers unknown. 

Third Period (1680-1710). 

Artistic albums — illustrated books — pictorial 
broadsides — ^panoramic views. Rudimentary 
chromoxylography. 

Principal Artists. 

Hishigawa Moronobu and his pupils. Books, 
Okumura Masanobu (1700-1720). Books and 

broadsides. 
Hasegawa Toiiii and Ishika^a Riusen. Books, 
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Fourth Period (1710-1828). 

Artistically illustrated books of all kinds, 
especially copies of old pictures, and volumes 
for instruction of artisans. Chromoxy- 
lography in books and broadsides. The 
second half of this term, from 1765-1828, 
is the best period of chromoxylography. 

Principal Ariigts. 

Tachibana Morikuni (1670- 1748), Nishikawa 
Suk6nobu (1678-1750?), Ooka Shunboku 
(d. about 1755, set. 84), Sakurai Shiuzan, 
Tsukioka Tange (1717-1786). Book 
illustrations of various kinds, from 1710- 
1765. 

Torii Kiyonobu, Okumura Masanobu, Torii 
Kiyomasu, Torii Kiyotada, Torii Kiyoshig6. 
Books, theatrical chromoxylographic broad- 
sides. 

Torii Kiyomitsu, Torii Kiyonaga, Torii Kiyot- 
sune, Tomikawa Ginsetsu. Ckromoxylo- 
grapMc broadsides, illustrations to novelettes, 
etc., 1750-1765. 

202 



Japanese Wood Engravings 

Nishimura Shigenaga^ Ishikawa Toyonobu, 
Ishikawa Toy omasa. Ckromoxylographic 
broadsides, 1730-1765. 

Katsugawa Shunshd (d. 1792) and his pupils, 
Shunko, Shunyei and others, Ippitsusai 
Biincho. Theatrical and other broadsides, 
chromoxylographic books, 1770-1790. 

Katsugawa Shuncho, Suzuki Harunobu, Kori- 
usai (Isoda Shobei), Torii Kiyomin^, Kiku- 
gawa Yeizan, Kitawo Kosuisai Shig^masa, 
Tsubo Toshimitsu or Shunman, Toriyama 
Sekiyen Toyofusa. Chromoxylographic broad- 
sides (chiefly portraits oj* women), books, 1770- 
1790. 

Hoso'i' Chobunsai Yeishi, Kitawo Masanobu 
(Kioden), Kitawo Masayoshi, KitagawaUta- 
maro, Utagawa Toyoharu (d. about 1810), 
Yeizan. Chromoxylographic broadsides {chiefly 
portraits of women), books, 1790-1810. 

Katsushika Hokusai (Shunro, Sori, Saito, 
etc.), (1760-1849). Chiejlif books and New 
Year's cards, from 1790. 

Takehara Shunchdsai, Nishimura Chiuwa, 
Hokkio Nishikuni, Niwa Tokei, Hazamidzu 
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Shunkiosai, Shitomi Kwangetsu. Books, 

chiefly typographical, 1780-1800. 
Shimokawab6 Jiusui. Books, chiefly storiesy 

1765-90. IshidaGiokuzan. Books, 1795-1806, 
Shiba Gdkan (1747-1818). Bo(^s, with illus 

trations in perspectwe, 1780-1800. 
Utagawa Toyohiro (d. 1828), Utagawa Toyo- 

kuni (1772-1828). New Year's cards, 
' theatrical and other chronuucyhgraphic single 

sheets, books, etc. •1800-1828. 
Utagawa Kunisada (1787-1865), Utagawa 

Kuniyasui Arisaka Teisai Hokuba, Shinsai, 

Uwoya Hokkei, Katsugawa Shunsen, Kat- 

sugawa Shuntei, Katsugawa Shunw5. New 

Year's cards, chromoxylographic broadsides, 

books, etc., from 1810. 
Tani Buncho (1763-1880). Landscape illus- 

tralions, et.. 
H5itsu (1761-1828). Albums of designs ajter 

Korin a%d in the style of the Kbrin school. 
Cho Gessho. Chromoaylographic albums, 1810- 

1825. 
Mori Shunkei. Chromoxylographsy chiefly from 

Chinese sources, 1810-1825. 
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Aikawatei Minwa. Copies of pictures, 1810- 
1825. 

Fifth Period (1829-1849). 

Signalized by the later works of Hokusai^ 
the topographical handbooks of Settan, and 
the landscapes of Hiroshig6. Decline of 
chromoxylography. 

Principal Artists. 

Katsushika Hokusai. Albums of miscellaneous 
sketches, etc. 

Keisai Yeisen^ Giokuransai Sadahid6, Yana- 
gawa Shig6nobu, and Oishi Matora (1787- 
1842). Chromoxylographic broadsides {non- 
theatrical), books, 1825-1840. 

Hasegawa Settan^ Has6gawa Settei. Topo- 
graphical handbooks, 1830-1840. 

Otagiri Tadachika, Matsugawa Hanzan Yasu- 
nobu, Yashima Sadaoka^ Yoyen Yoshitada. 
Topographical handbooks^ 1840-1860. 

Hiro8hig6 (Kondo Jiubei) (1797-1858). Chro- 
moxylographic broadsides (chiefly landscape), 
books. 

Utagawa Kunisada, Utagawa Kuniyoshi 
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(1800-1861). Ckromoxylographic broadsides, 

books, 
Hokushiu, Hokuyei^ Hokucho, Sadamasu, 

Sadahiro. (Osaka school.) Theatrical 

ckromoaylographs, 1840-1860. 
Kikuchi Yosai (1787-1878). Portraits of 

ancient celebrities, 
Hokujiu^ Hokuto^ Hokuba, Hokuun, Shinsai^ 

Yanagawa Shig6masa^ Numata Gessai 

(1787-1864), followers of Hokusai. Books, 

1825-1860. 

Sixth Period (1849 to Present Day). 

Continued decline of single-sheet chromoxy- 
lography. Decline of original book illus- 
trations. Book illustrations in imitation of 
'* European " manner. 

Principal Artists. 

Katsushika Isai. Albums and illustrated books 

in the stifle of Hokusai, 
Kawanab^ Kiosai (bom 1831, d. 1890). Al^ 

bums of various kinds, chiejly comic, from 

I860. 
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Sensai Yeitaku. Albums and book iUustratums, 

from 1878. 
Bairei. Albums of birds and Jlowers, from 

1880. 
Gekko. Chromoxylographic broadsides, recent. 

The seven leaders in the development of 
Japanese wood engraving are Hishigawa 
Moronobu^ Torii Kiyonobu, Tachibana Mori- 
kuni^ Nishigawa Suk6nobu^ Katsugawa Shun- 
sho^ Utagawa Toyokuni^ and Hokusai. 
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